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On behalf of the Board of Governors and staff of
Fanshawe College, may I say how pleased we are to
have had the opportunity to collaborate with the
London Regional Art and Historical Museums on many
projects over the years. On this auspicious occasion of
the 25th Anniversary Exhibition, I am delighted to have
a unique opportunity to extol the virtues of Fanshawe's
Fine Art Program.
This program has been part of an active art community
in London, Ontario for twenty-five years. Graduates
become artists, educators and community liaisons,
working in galleries, museums and schools and in other
related fields. Equally important is their continued
.pursuit of art practice regardless of their specific
employment, as a valuable contribution to society.
We are especially pleased with the progress made to
date whereby articulation agreements with several
degree granting colleges and universities allow our
graduates to attain advanced standing in these
institutions. This enables students to complete
Bachelor of Fine Art degrees from which many pursue
fmther studies in teacher training and graduate
programs.
The visiting artist series, ·partially funded by Canada
Council, has introduced a diverse range of national and
international professionals to our community. It has
enriched the program and the community at large,
contributing significantly to the College's recognition
outside of London.

The London Regional Art and Historical Museums is
proud to present Catalyst, an exhibition in celebration
of the 25th Anniversary of the Fine Art Program at
Fanshawe College.
I

It began in the spring of 1969 when Eric Atkinson, who
had directed the fine art programme at Leeds College of
Art in England, was asked to do the same for Fanshawe
College.
A complete art programme was envisaged and it is the
realization of that vision that we see in this exhibition.
The works of forty-six Fanshawe graduates have been
selected to achieve an outstanding presentation .
Through the collaboration of Stephen Joy and Tony
McAulay, and with the assistance of Eric Atkinson and
many others, this exhibition has been organized and
this catalogue prepared.
May I thank and congratulate everyone involved.

Nancy Poole
Executive Director
London Regional Art and Historical Museums

I am confident that Fanshawe's Fine Art Program will
continue to be a vital force in the c�ltural life of this
region.

Howard W. Rundle, Ph.D.
Acting President
Fanshawe College
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this exhibition of work by graduates of Fanshawe
College Fine A1t Program, reflects the progression of
ideas that were and are so vital to the developing visual
educational process at Fanshawe College. It is my
privilege to write a few words about the formative
years of this program.
In 1969 I was Head of Fine Arts Faculty at Leeds
College of Art in England when I was approached by
Dr. James Colvin, President of Fanshawe College, and
Mrs. Mackie Cryderman, Chairman of the Applied Arts
Advisory Committee, and asked ifl would be interested
in establishing a similar program at Fans�awe College,
in London, Ontario.
· Mackie Cryderman had played a vital role in Art
Education in London for over thirty years. She was
responsible for establishing the Vocational Art
Department at H.B. Beal Technical School in 1945.
She was a member of the Board of Governors at
Fanshawe from its inception. Mackie Cryde1man
became the driving force behind·the creation of a
Visual Arts Program that would provide an alternative
to the already well established programs at H.B. Beal
and The University of Western Ontario.
In 1968 she had seen an exhibition of work by the
Faculty and students of Leeds College of Art at the
Corcoran Gallery in Washington, D.C. Impressed by
the variety and quality of work, she also recognized the
underlying pedagogical structure in the "Leeds
Experiment in the- Arts'', which was based. on the
aesthetic sensibility of the individual artist as one of the
fundamental requirements when it is the product of a
well trained intellectual mind.

Jack Chambers, Eric Atkinson, Robin Hobbs (lefi to right) 1971
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The main pedagogical concern should be
''Manifestation of the Idea'' within a flexible
framework, whereby the initial idea or ideas constantly
develop and change. To this end materials, techniques
and studio facilities must be readily available, along
with as much cross-fertilization of ideas as possible.
This approach is based on the belief that the process of
education is more important than the results, that most
important of all is a creative attitude to the whole of
life!
Fanshawe College Fine Art celebrating 25 years
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This demands the development of the mind on the basis
of knowledge and practice with the resultant
heightening of intuition. Exercises are the starting
point of certain lessons and therefore experiences.
Certainly the scope and speed of the individual
exercises vary considerably. Some require a careful
introspective concern for colour, form and structure,
while others require a quick instinctive response to the
rapidly developing objects or images of our time. This
duality runs through all exercises in two and three
dimensions and allows the students to become more
aware of their own requirements in the way of
disciplines and freedoms.
It is probably more imp011ant to encourage students
than to criticize their wo.rk: to set up.a learning rather
than a teaching situation; to develop a place where
students can think adventurously and erratically using
their visual fantasy without looking over their shoulders
for their instructors all the time. The staff, though
different in character, were (and are) all fundamentally
in agreement with this point of view. Their aim is to
know each student as an individual.
I was very interested in Mrs. Cryderman's open-ended
approach to the visual arts and the opportunity to
develop a new type·of educational program in a new
college was very exciting to me.
I had met Herb Ariss, the distinguished London artist,
when he visited Leeds College of Art in 1960. Robin
Page, one of the more provocative Canadian artists, had
been on my faculty for several years. 100 Canadian
Artists, the splendid exhibition sponsored by Richard
Demarco at the Edinburgh Festival in 1967, further
informed me of the arts in Canada.
The prospect of this new challenge proved irresistible.
So in April 1969 I was "parachuted" into London.
There was real excitement about the new College
structure and about education in particular. Expo 67,
like its predecessor, Festival of Britain, had generated
an explosion of interest in the arts. One of the most
positive results to emerge from this cultural burgeoning
was a more constructive approach to visual education.
This was never more evident than at Fanshawe in 1969.
6
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There were few facilities. The Fine Art Basic Program
operated from two small rooms with no running water.
There were some programs already in place:
Architectural Art, Photography, and Interior Design,
but no integrated Foundation Program.

l

The fledgling Fine Art Program suffered its most cmel
blow when Mackie Cryde1man died suddenly in 1969.
I lost a supportive friend and colleague and the program
lost a most valued champion. Throughout the
catalogue you will find references to the Oyderman
Awards which were established by her husband to
commemorate her outstanding contribution to the arts
in London.
I initially designed the curriculum around the premise
that it was important to keep students in touch with the
sources and processes of their own creativity, rather
than teach them specific skills that stressed imitation.
The bridges developed between disciplines gave the
community colleges their flexibility during their
formative years. President Colvin was always
sympathetic to fresh ideas and, with his support, we
were able to build some of the necessary bridges and
discover what education could be rather than what it
should be in a more rigidly structured program. This
flexibility enabled us to address more fully the needs of
the community and programs were initiated to fill some
of the voids.in arts education in Ontario.
The successful Music Industry Arts Program started out
as a kinetic sculpture program in the Fine Art
Department and even the Restaurant and Hotel
Management Program came under the fine art
umbrella.
The facilities managed to keep pace with the demands
of an ever increasing student body. The machine shop
and fine art studios have superseded the traditional
atelier classrooms. We established new studies in art
history to enrich the independent research required of
our students. The Fine Arts Program became the focus
of all kinds of interdisciplinary experiment and by 1980
was riding high on a wave of enthusiasm for th� arts
and on the success of graduating students in provincial
and national competitions. The building program had
Fanshawe College Fine Art celebratlng 25 years

7

•

been completed with facilities accommodating over a
thousand students in well-equipped studios for Radio,
Television and Recording Arts, as well as machine
shops and Fine Art Studios. We had engaged an
enterprising faculty of dedicated professionals. A
transfer program similar to that later recommended by
the Pitman report (published August, 1986) had been in
place for several years and enabled our graduates to
attend other colleges and universities across Canada to
obtain additional credits and their degrees.
This vital and energizing program changed overnight
when a new president implemented his plan for
economically streamlining the college stmcture. The
Fine Art Program was reduced in size and placed under
the management of the School of Business. In a recent
article in The Globe and Mail John Bentley Mays
discussed the growing conflict between the
"visionaries" and the "bottom liners" which is.
eroding the stmcture of so many of our cultural
institutions in this challenging economic climate. The
arts are caught in a desperate struggle for survival and
im�ginative solutions to this dichotomy will provide
one of the major challenges for the future. Although
training in the visual arts may no longer be deemed
vital to an economically streamlined organization,
without it our children, our society and our country will
become culturally impoverished.
I wonder what Mackie Crydeiman would think about
that!

Eric Atkinson
London 1993

*

Eric Atkinson
Trevor Bell
Rudolf Bikkers
Don Bonham
Christine Burchnall
Jane Buyers
Janet Cardiff
Merton Chambers
* Bridget Corkery
Tom Coulter
Peter Crass
Geof De Groen
McCleary Drape
Don Dunsmore
* Michael Durham
Sue Ellen Gerritsen
Jim Gillies
Michael Hayden
Robin Hobbs
Lois CuITie Johnston
Stephen Joy
Marsha Kennedy
Sam Krizan
Thomas Lax
* Benedict Linssen
-Tom Lodge
* Cindy MacDonald
* Tony McAulay
Eric McLuhan
David Merritt
Marianne Neill
Heather Rigby
Lisa Snyder
* Patrick Thibert
Jan Turek
Christopher Wallis
Alan Wood
David Wright
Ed Zelenak
Arthur Zipperer

Technicians
Dan Crawford
Leslie Hadley
Tina Mouritzen
* Jim Skipper
Paul Vandebome
Kate Vasyliw
Bill Woodman

* CmTently on Staff
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When I began teaching in 1970, I dreamt of the
opportunity to devote myself to a small, progressive aii
department that improved people's lives by introducing
them to fine art practices. I found such a place at
Fanshawe College in 1977. The Fanshawe College
Fine Art Program is an intensive three year course of
study which includes drawing and painting, sculpture,
printmaking, photography, film, video, installation,
performance-and art history as well as supporting
studies in the humanities. It emphasizes the
development of rrianual, perceptual and conceptual
skills in yarious. media and disciplines considered
necessary for a professional artist and/or art educator.
Over its twenty-five years, the program's':cmTiculum
has been based on a hands-on approach. .
In first year studio courses students explore a wide
range of processes, scale and materials. Second year
studio courses have a na1Tower focus and include
printmaking, painting, sculpture and art history with
two interdisciplinary courses, worth sixty percent of the
work load. Third year students have thejr own studio
work spaces where they develop individual ideas. Here
they begin to understand the implications of being a
professional artist. To graduate, students must also
complete five courses in the humanities, which are
offered by the General Studies Division at Fanshawe.
These subjects include Film Criticism, Practical
Writing for Fine Artists, Themes in Contemporary
Literature and Cinema, Creative Writing, Portraits of
an Artist, and American Short Fiction and Art. This
broad range of topics is in accordance with the
upcoming general education requirements which are to
be implemented in community colleges by September.
1994.

AJ! ffp

; *'

Graduates from the Fanshawe College Fine Art
Program have the opportunity to transfer credits to
several recognized Bachelor of Fine Arts degree
granting programs. Many of the artists participating in
Catalyst have indeed taken this route. The University
of Windsor and Nova Scotia College of Art and
Design, in particular, have been highly supportive over
the past twenty years. In recent times the University of
Waterloo and the University of Lethbridge have been

Gyorgy Kepes 1979
10

celebrating 25 years Fanshawe College Fine Art

Fanshawe College Fine Art celebrating 25 yea�s

11

keen to develop a similar transfer system. This
network provides a structure for students to extend their
education. However, college programs are, and must
remain, distinct from the university structure. The
emphasis on studio time accommodates a specific type
of student, rather than the more academically oriented
university student.

The physical plant for the program has inspired
students and faculty. To the credit of Eric Atkinson,
who was largely responsible for the design, the large
studios provide the catalyst for inventive,.innovative
and refreshing projects. The work has always been
ambitious and of high quality. In T.K.O.'s first issue:
The State of Art Education, 1982, Eric Atkinson
comments in his article, Studio/Forum, ''I have always
found that imaginative space, either custom designed,
or, in many instances, adapted or converted space in
existing buildings, really stimulated and enhanced the
pedagogical process.'' 1

The Architectural Art Program was established in 1968·.
In the following year the School of Fine Art was
founded by Eric Atkinson, who subsequently .became
Dean of Applied Arts in 1972. During the early years,
both Trevor Bell and Stephen Joy held the Assistant
Chairman position. Sam Krizan became Chairman in
1974. The early administration welcomed the direction
begun in the fifties to improve the status of the arts in
education in this country. The Fanshawe Fine Art
Division, as it was known at that time, quickly became
recognized as a unique,' tangible and respected
alternative to a universjty
fine art education.
. .

Public and private sector incentives have 'periodically
provided opportunities for students. From 1978 to
1980 the head offices of the Royal Bank in Toronto
sponsored monthly juried exhibitions in which
Fanshawe students not only successfully competed for
awards, but also attained insight and experience into the
process of exhibition. Ontario Community Colleges
sponsored a national exhibition in 1986, where a
Fanshawe student received one of five $�000 awards.
Locally, murals have bee_n commissioned by the
Canada Employment Centre and Madame Vanier
Children's Services as well as numerous shopping
cenh·es and restaurants.

From i'ts initiation; federal and provincial funding to the
·arts was at its height and community colleges
responded to the growth in education. With the influx
of new international instructors, new methods of
. teaching were established. Projects were discussed by
the faculty thoroughly and often, while team teaching
and long-term workshops became unique features of
the cmTiculum.
The Depa1tment included Advertising Art,
Environmental Art (fo1merly Architectural Ar.t), Film
and Prin.tmaking. The latter three soon had their
emphasis changed and then merged into the Fine Art
Department, while Advertising Art became both
physically and politically separated from the renamed
Fine Art Program in 1985. The common first year for
all visual art students was quickly eliminated and a
more concentrated cuITiculum had to be established.
With the budget cuts that began in the mid 1980s, the
program was forced to re-examine its structure and re
define courses. Team teaching became a luxury of the
past; however, the imperative that the program remain
cohesive, as opposed to a series of classes, has been
maintained to this day.

12
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Catalyst is the largest exhibition yet associated with the
Fanshawe College Fine Art Program. The list of group
shows by students is comprehensive. The first exhibit
was Basic Design at Rothman's Art Gallery (now
Gallery Stratford) in Stratfo1;d, in March 1970. Edible
Sculpture was displayed, and eaten, at the London Art
Gallery then located at the London Public Library in
February 1972.

1 T.K.O., a periodical, 1982-83, pages 10-11
Editors and Publishers: Tony McAulay and Sam Krizan

In 1971, Trajectory Gallery opened under the
sponsorship of the student union to function as a
student training program in gallery management, with
Stephen Joy as the faculty advisor. After one year,
Trajectory became a private gallery owned by Stephen
Joy, who made.the space available for annual
exhibitions of graduating students from 1972 to 1976.
Trajectory Gallery was also an important venue for
exhibitions of work by Fanshawe faculty, as well as
other artists from southwestern Ontario.
Fanshawe College Fine Art celebrating 25 years
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The Fine .Art Program is especially indebted to the
McIntosh Gallery at The University of Western Onta1io,
which has hosted graduation exhibits every year since
1977. The initial Fanshawe show at the McIntosh
o_ccurred in 1972, with an exhibit from the Environmental
Art Program.
A site specific installation by third year students took
place in the Forum Gallery of the London Regional Art
Gallery in December 1981. Beala11, The University of
Western Onta1io's Visual Alts Department and
Fanshawe's Fine Alt Program collaborated for the first
time in the 5.5.5. exhibition at the London Regional A11
and Historical Museums in 1993.

1

Unfortunately, managers of our institutions are
sometimes guided by economic efficiency to the
detriment of other values. Computer statistics become
the rationale for establishing teaching hours and
cuniculum. Along with museums and galleries, art
departments are now facing many changes. Although
interest and enrolment is increasing, programs have been
forced to face the realities associated with the recession -
a striking contrast to the realities of 1969.
However, it would be wrong to be too pessimistic. This
catalogue and exhibition are a testament to something
quite the opposite. Catalyst is a marvellous symbol of the
knowledge Fanshawe College Fine A11 Program is
imparting to its students, and those students are serving a
vital, valid and c1ucial service to the community.
The list of Faculty, visiting artists and guest speakers who
have been part of the program attests to a broad and
accomplished range of individuals. Almost all have
c9mmented on the students' liveliness, industtiousness
and dexterity with materials and ideas. The aitists
participating in this exhibition have all been pa1t of an
innovative and lively twenty-five years of Canadian a11
education in London, Ontario.
Catalyst is their mature statement.
Tony McAulay
Co-ordinator, Fine Art Program
1993
14
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Art History performance, Downtown London 1971
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I am not a person given to nostalgia, so it never
occmTed to me that, when I agreed to curate Catalyst, I
would be plunged into the past. Not just a generalized
past, but the accumulated past of the hundreds of
students who had spent three of their important years in
the Fanshawe Fine Arts Program. They were
pummelled, manipulated and led into unknown worlds
by the instmctors. All this, it must be understood, with
affection and understanding.
To see changes, to recognize new understandings in
these students was an exciting process. We all, students
and staff, responded to the energy of their discovery,
their excitement in their growth. Throug�out the years I
am sure we all thought of the staff and graduates in
terms of who they were in the studios.
Now twenty-five years later, we are excavating through
the morass of time. And I am the head digger.
Having long ago recognized and accepted movement
and growth as a fundamental aspect of life, I should not
have been surprised that the "students" have
developed. They have grown older(!), they have
married, 'had children. They have held various jobs to
sustain their commitment to their art. Some have
become curators and museum directors or art educators.
Some have turned.to other careers, some have
continued to paint or sculpt with no real recognition,
hopefully realizing a personal satisfaction(which is
what creativity is about). Many have developed careers
and reputations with their creative works.
The reunions by letter and telephone were wonderful,
but more amazing were the character and quality of the
work being made available for this show. The range
was overwhelming: painting, sculpture, video,
environments, happenings. Tmly exciting was what·
these works contained. Images and concepts were fresh
and indicative o� active minds and imagiQations,
exploring ways of using materials, ways of seeing and
sharing. There was energy, vitality and most
importantly, the drive to explore, to question new
possibilities.

Open House 1972

l.
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Many of the artists represented in Catalyst appeared in
Graduate Exhibitions held at Trajectory, the gallery I
ran for twelve years on Talbot Street. The force of the
Fanshawe Fi.ne Arts Program was such that a number of
graduates were later given one man shows there, so I
became familiar with their thinking and talents early in
their careers. One of the most persistent legends to
dispel has been that Trajectory was Fanshawe
sponsored. This illusion may have been fomented by
the fact that scheduling at Trajectory was sufficiently
open-ended to allow students to be given studio space
there when the atmosphere at Fanshawe presented
fiustrations and limitations. As impoitant as this
cooperative attitu_de was, Trajectory was totally my
responsibility and the ex-Fanshawites who showed
there were given space because of their exceptional
visions. I like to feel that Trajectory informed them of
other images and iµ1aginations which gave them energy
to continue making their own unique marks.
Since the form and content of the artists' statements
have progressively moved away from the easel and into
the broadest explorations of imagination, selections for
Catalyst required an approach different from traditional
exhibitions. Viewing and selecting video tapes, one of
the newest forms of artists' expression, brought
together the work of Karen Bo·ndarchuk's Sto,y Time
and Noeline Burk's Home in a Box. These works
demanded that they be presented with a presence
compatible with their importance. The need to visit the
Gallery with the artist and consider.site-specific
installations became a natural function of the curator's
work. Scotty Giffen had a marvellous idea for a
stained glass panel which in discussion with a
preparator had to be set aside for the no less
imaginative Balcony Installation. or Staircase Dome.
The several hours spent with Paul Vandeborne
wandering about the front lawn of the Gallery
considering ways and means to energize the space
brought forth exciting and impractical ideas: cover the
concrete bunkers with mylar (too expensive and would
not weather well), an installation over or in the air
conditioning venting grid (on the grid fine, in grid
difficult to view, could interfere with function of
venting). The excitement over the slide of Bill
Wallace's installation work was dampened by its thirty
18
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foot diameter. There followed a visit to his exciting
studio located in a rundown questionable area of
Chicago (It's a tough neighbourhood, he said to me as I
left.) After discussion two smaller works, but
representative of his vision, were agreed upon. Radio
Hydrangea and Bio Conversion: The Landscape
Within represent Wallace's adventuresomeness well.
Gil Moll, Graham Wright and John Brain all had works
in progress. Knowing the calibre of their past work it
was time for a risk. The result is Moll's Little Red Car,
Wright's Bicycle Construction, Brain's Age of Change.
Dave Bobier and Teny Graff confronted me with
different complications. Both of them work with a
complex of materials involving light, so�rid and
moving parts. Their works are constructions with
elements which require specific placement, and
particular attention must be given to the presentation of
their intricate life.
This kind of sculpture/construction has become part of
the artist's vocabulary and must be recognized.
Bobier's Handy Breeze: Take 4 and Graffs Marsh
Installation # 1 are excellent examples of cross
referencing works. Both, incidentally, comment on our
world, our environment.
Ida Baptiste-Kramer also comments on our society with
her paintings Numbered and Sundance Child. This
social awareness, in fact, is a theme far from ''art for
art's sake", "I paint as I please" attitudes of the past.
The romance of the artist has given way to the
concerned, the involved, "rub your nose into it" forms
and images of today's often disturbing creative ·
statements.
The artist still works for himself, out of his sensibility,
out of his need to vent personal feelings and ideas. The
difference is that his comments may be social, political
or environmental. He is the visionary with a target, a
target which does not propagandiie, but touches our
sensibilities and souls.
These works of today have their own beauty. The
standards of the Renaissance, or the Impressionists do
not give us a key to the richness and excitement in the
Fanshawe College Fine Art celebrating 25 years
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artists' studios today where electricity whirs, television
sets restate our lives and computers draw at the
command of the artist. New eyes, new standards, new
mind sets are required for today's creative experience
by both the artist and his audience.

1

As rich as the past has been (and we are selective) the
present is as rich, possibly richer, because of the
density of experience, informa�ion and tools which
have become part of the modem world.
There was, finally, a fine restlessness of spirit which
the artists represented in Cqtalyst shared with me. To
me,· this is perhaps the most significant characteristic of
a creative person. I believe maf\y of our grads have
retained this quality.

11

With the help of Tony McAulay nearly two hundred
a1iists have been ferreted out - a small number
considering the number of students who have gone
through the program .. We have.missed many graduates
who would have added more flair to the exhibition. To
them I apo,logize. The dredging of information after all
these years is a shaky activity at best. Moving
households from city to city (or for that matter within
one city), changes of names,· or telephone numbers,
information given in good faith only to prove
inaccurate, all call for a kind of detective work best
done in spy stories.
Twenty-five years from now I hope that many of these
same artists rejoin for another trip to the·past. On the
other hand, perhaps it will be their children who will
create Catalyst II in some future exhibition. Either
way, it will be as exciting as this one is, I am certain.

Stephen Joy
Guest Curator

Karen Bondarchuk, Heartblock 1990

20
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.The date preceding each artist's name indicates the date of
graduation from Fanshawe College. Further study and current
art-related professional positions as well as statements by the
artists are included in each entry where relevant.

1979 Geri Binks

Centre for Medieval and Renaissance Studies,
Oxford, England

Untitled 1993
plaster with wood and metal rods
7 w1its totalling 81.3 x 121.9 x 243.8 cm

1976 · David Bobier

Mackie Cryderman Award 1978,
Post-Diploma study, Cardiff, Wales;
BFA (NSCAD), MFA (Windsor)
Associate Professor, Mow1t Allison,
New Brw1swick

By incorporating these technological media (so often accepted as
real and actu�l) with more traditional art-making methods, in an
intentionally simplified manner, my aim is to re-examine and re
evaluate our interpretation and acceptance of the object, image
and illusion. This transformation process opens the way for the
dynamics of the static and the animate to co-habit each work and
manifest various sensory experiences through association,
implication and actuality.
Handybreeze: Take Four 1990
mixed media installation
167.6 x 386.1 x 243.8 cm

1988 Karen Bondarchuk
Mackie Cryderman Award 1986, 1987;
BFA (NSCAD); MFA (Ohio State)

The technology becomes increasingly obscured as temporality of
the mediwn gains prominence. The physical reality -- is
metamorphic of both the viewer's alienation and the inherently
w1idirectional nature of television.
Story Time 1989
video
10:20 mins.

Geri Binks, Untitled 1993
22
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Hcartblock 1990
video
5:30 mins.
Fanshawe College Fine Art celebrating 25 years
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1984 John Brain

Mackie Cryderman Award 1983

The title Age of Change does not refer to the historical age we
live in, but that unique time of life the boys represented in the
painting are at. To know how old the boys are, one need only
refer to the time on the clock. Twelve is passing through and
thirteen has just about arrived. Early adolescence is a passage.
It is everyone's age of change and discovery.
Age of Change 1994
. acrylic on panel
121.9 x 198.1 cm

1989 Noeline L. Burk

.-I

I

Mackie Cryderman Award 1988
BEd, BFA (Windsor)
Art teacher, Kfog City, Ontario

My family is my earliest memory. I can't recall when I started
pretending. Eventually I became aware of the difference and
realized the only thing making my life difficult was the illusion of
perfection. But that didn't make it any easier. Just shut up, and
watch the TV.
Home in a Box 1· 991
video
7:50 mins.

1988 Nancy Clarke

BFA (NSCAD)
Resident artist, Harbourfront, Toronto

My thrown and altered pieces are comical characters which have
rhythm and rhyme. Dr. Seuss put it best when he said 'nonsense
wakes up the brain cells'.

1

Nonsense Jive 1993
earthenware
two pieces: 28 x 11 x 25 cm and 28 x 11 x 27 cm

David Bobier, Handybreeze: Take Four 1990
24
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1976 Ruth Comfort
I do not pretend to be able to verbalize about sometl)ing. I feel
deeply, even though it does come across visually and
thoughtfully. However, there might be a story ... to it.
I wonder about guilt trips 1993
mixed media, drawing
26 cm diameter
It's All Art 1993
mixed media, drawing
19 x 24 cm
Danielle moderne 1993
mixed media, drawing
13.5 x 9 cm
Amelie 1993
mixed media, drawing
13.5 x 9 cm
Sara 1993
mixed media, drawing
9 x 13.5 cm
One Half House Plus 1993
mixed media, drawing
9 x 13.5 cm
. '

·- .
. ' 1-i/(
!'./ J
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1974 Ron Cowie
The organic nature of our vision pleads investigation. The works
submitted are representative of my observations on the interplay
between focal and peripheral v'ision.
Power Play 1993
oil on plywood
152.4 x 121.9 cm
Reflex 1993
oil on plywood
76.2 x 101.6 cm

Ruth Comfort, It's All Art 1993
26
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1991 Janice�Coyle
BFA (Windsor)

I would like to create a world that is colourful and playful and not
demanding of the viewer. In the end it is the viewer who decides
what this world is all about. I, the artist, am only the creator.
Landscape1993
acrylic on canvas
107x94cm

1985 Kevin Curtis-Norcross
BFA (NSCAD)
Art instructor, Parkwood Hospital, London

The piece, The Forks, employs a sort of biological cartography.
By mapping the processes of deposition of dead unionid mussels
along the Thames River at predetennined distances from the
forks, creative and natural processes concatenate and yield this
"calei wn carbonate map".
The Forks1993
installation: mussel shells, map
243 8
. x304.8 cm

1986 Patricia Deadman
Mackie Crydennan Award1985
BFA (Windsor); further studies,
Ban ff Centre for the Arts

Human interaction with the landscape often provides an escape
from the barrage of issues faced on a daily basis. To represent an
emotional response - the mystery of experience - I exaggerate the
image by manipulating it during printing, so that.it becomes a
vision which can not be clearly defined. It is my intent to
monumentalize these ambiguous qualities, in order to recognize
the sublime and the elusive in the experience of landscape.

i

The Other Side of Sundance1991
colour photograph, A/P
76.2 x101.6 cm
Above Whiskey Jack1993
diptych, colour photograph
76.2 x101.6 cm

Ron Cowie, Reflex 1993
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1990 Drew Ellwood
Mackie Crydennan Award 1989
BFA (Windsor)

I

The perception, or image, is created when the object is put into a
totally different reality than the one for which it was created,
juxtaposing its past with its present condition. The creation of
these pieces usually leads to another idea based on the original,
thus serializing the work. That is, each subsequent piece is
tangentially related to either the previous piece or the original.
This process of constant change is an evolution of my work from
free-standing, three-dimensional sculpture to installation and
perfonnance art.

'

Proptua
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Water Towers 1992
wood
two pieces: 305 x 91.4 x 91.4 cm and
248.8 x 76.2 x 76.2 cm
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Art is comprised of thought and reason which are reflected in an
image. This image then becomes a reality through teclmology
and skill.
Untitled 1993
wood
304.8 x 365.8 x 152.4 cm

1982 Scotty Giffen
Mackie Cryderman Award 1980
Further Studies, UWO

These works stem from my renewed interest in the NEW AGE.
They stem from what I am as a person: my own interests in
architecture, symbolism, colour and all they have to offer. All
life is a boomerang: we receive what we give. It is as vital to be
physical as it is to be spiritual. Creativity is ageless.
Dome 1993
installation: stained glass
121.9 cm diameter, 91.4 cm depth
The Family 1993
installation: stained glass
61.0 x 210.8 cm
Kevin Curtis-Norcross, The Forks 1993
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1976 Terry Graff

BFA (Guelph); BEd (UWO);
graduate studies (Wayne State); MA (NSCAD)
Curator ofContemporary Art, Confederation
Centre Art Gallery and Museum, PEI

My work explores the semiotic enviromnent ofthe animal in
contemporary society, drawing attention to anthropocentric
constructs projected unto nonhuman nature. By parodying local
examples ofour estrangement from the animal world, the loss of
animals as non human mirrors, I seek to provoke questions about
our ancient somatic history, the hwnan need for animals in
strengthening ties to the unconscious and the spiritual, for
reclaiming the body as a way ofknowing, and for relocating our
mythical embeddedness in "place".
Marsh Installation # 1 1990
alwninium, steel, plywood, lights motors, speakers, sow1dtrack
259 x 304.8 x 30.4 cm

1972 Emily Przeslawski
Harrison
Mackie Cryderman Award 1972

Ancient artifacts, timeless and enigmatic, have had a major
impact on my vision. The objects that I am presenting are my
discoveries, reconstructed debris, forgotten and shelved, sifted out
ofmy past.
Amulets 1993
ivory
IO pieces ofvarious sizes

Drew Ellwood, Water Towers 1992
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1991 Greg Hill
BFA (Windsor)

We all construct our individual reality from a variety of sources.
One of the problems with all this is that the cultural stew Canada
has created out of First Nations cultures has heen mistaken for an
authentic representation of a land that was 'multi-cultural' before
the arrival of the first person from another continent. These are
some of the concerns in my work as I attempt to navigate through
these constructed layers of identity in.order to delineate a space
for a Mohawk-French-Canadian.
From Sea to Sea 1993
multi-media
91.4 x 213.4 cm
Teach Me English 1993
multi-media, lamp, flags
243.8 x 243.8 x 200.0 cm

1991 Michael Hunter
In society we are faced with coping with other people and the
influence of the mass media. Every action has a reaction and
daily events influence people and their surroundings. Life and
nature become insignificant as the bureaucrats fight for material
wealth.
Untitled 1993
xerox acrylic print on collage paper
72 x 109 cm
Untitled 1993
xerox acrylic print on collage paper
72 x 109 cm
Untitled 1993
acrylic on plywood
125 x 208 cm

1'

Terry Graff, Marsh Installation# 1 1990
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1978 Michael Jenkins
Mackie Crydennan Award 1977
On a trip to Europe in 1981, I rediscovered my desire and reasons
to paint. When I returned to Toronto, I went, quite literally,
undergrow1d and spent the next few years 'woodshedding'. I am
continuing to explore (paint) .... I am no longer working
underground.
Solitaire 1993
acrylic on canvas
162.6 x 162.6 cm
February Sphincters 1993
acrylic on canvas
162.6 x 162.6 cm

1977 Peter Kirby
BFA (NSCAD)
. Visual Arts Officer, Nova Scotia Department of
Tourism & Culture
These works are based on literary sources. The two small works
Fly and Looking Bird were inspired by the poetry of e e
cwnmings, poems 20 and 40 from the book 95 Poems. The large
work The Old Soak's History finds its source in archy and
mehitabel by Don Marquis.
Old Soak's History 1992
oil on canvas
111.8 x 106.7 cm
Looking Bird 1992
oil on wood
31.1 x 29.9 cm
Fly 1992
oil on wood.
26.7 x 25.4 cm

Greg Hill, For Sea to Sea 1993
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1975 Ida Baptiste-Kramer
Ojibway Language Certificate
(Nokee Kwe Adult Education Centre)

The ways of the aboriginal peoples have prevailed and will
prevail. We have survived through tremendous adversity and
centuries of attempted assimilation or at best misunderstanding,
disregard and disrespect. This has touched me personally and I
have begun in recent years to learn the language of my mother
and grandparents and to express the presence of that w1broken
spirit, through my. paintings.
Numbered 1993
oil on canvas
2 pieces 50.8 x 50.8 cm; I piece 76.2 x 61 cm
Sundance Child 1993
oil on canvas
76.2 x 76.2 cm

1979 Murray A. Kropf
BFA, MFA (Windsor)
Director, Film Studies,
Brock University, St. Catharines

Reality is immobile and nothing changes.
Prelude 1992
gold leaf, oil on canvas
165x 150 cm

Michael Jenkins, Solitaire 1993

40

celebrating 25 years Fanshawe College Fine Art

Fanshawe College Fine .Art celebrating 25 years

41

1974 Catherine M. Leisek
BFA (Windsor); MFA, MA (Bowling Green)
Adjw1ct instructor, Broward Community College,
Dl,tvie, Florida

I seek to express the gap of perception that occurs between the
experience and memory, and the emotion and response. A
centralized image and division of the picture plane divides and
w1ifies. Nature has now become my central focus. Creation and
destruction, order and chaos are the thematic essence of this
series.
Between The Essence and The Descent 1993
pastel on paper
49.5 x 139.7 cm
Between the Emotion and the Response 1993
pastel on paper
100.3 x 63.5 cm

1986 Joe Lima
BFA (Concordia)

I have been researching the relationship between structure and
site, a reference to place, both external and internal.
During visits to certain unfamiliar sites, specific objects and
· materials are collected, such as pulleys, industrial devices, earth,
dried weeds and flowers.
I then build structures around the visual history of these site
related objects. The studio becomes a laboratory of structural
inventions, memory boxes, suspended bridges and structural
1mits.
The ideas are realized as well by large woodcut prints resembling
mechanical devices, apparatuses and dwellings.
Transforming Landscapes 1993
woodcut print, 2/10
122 x 76 cm
Study for installation Floati11g Secrets 1993
woodcut print, 2/10
122 x 76 cm

Catherine Leisek, Between The Emotion and the Response 1993
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1977 Michael Lucas
Mackie Cryderman Award 1976

The artist's work should elevate the ordinary. I try to use colour
and space in my work to create a mood from a familiar theme.
Sue on the Beach 1992
acrylic on canvas
61.0 x 87.6cm

Greenhouse Interior 1992
acrylic on canvas
88.9x 7 3.7 cm

1985 Ken Luymes

BFA (NSCAD); MFA (Ohio State)

I believe the closer an artist can come to the bizarre,
contradictory and minute effects of his/her own reality
constitutions, the greater the possibility of a significant
communication .
Reply 1993
wood
121.9x 243.5 cm

1983 Tom McKinnon
Mackie Cryderm�1 Award 1982
BFA (NSCAD); MFA (Windsor)

My work is investigative in nature and originates in meditations
about the processes and practices involved in the fonning of a
sense of individual, social and situational identity.

...

Axis Reflex 1992
steel, glass
wing: 256.5 x 137 .2cm
mirror: l 21.9x 182.9cm

Tom McIGnnon, Axis/Reflex 1992
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1982 Randy McWebb
Travelling through Asia I noticed roadside temples where the
people stopped to pray for the day's good. They wish (pray), not
to a deity, but to one's self, one's being. The cycle starts with
death and ends with life. They fear (w1derstand) death while
facing it to make life. These are extremes in our lives which the
artist explores. Live intensely what you do .... Life comes into
what you do. My work is a quest. I find answers in my work.
I do not make art.
Monkey Temple (installation) 1993
bone, wood, reeds
457.2 x 304.8 x 213.4 cm

1972 Gilbert B. Moll
Mackie Cryderman Award 1973
Master Printer

After forty years The Little Red Car has become a vehicle to
reach beyond the concerns of my own life struggle to explore the
tenuous balance our creative nature has with the darker
destructive forces within us all. Its impetus can be found in those
early moments when I (we) becanie complicit agent(s) of the
world's sorrow. Those moments when we must choose between
critical vigilance and the delusions of ancient power myths.
The Little Red Car 1993
watercolour on paper, cord, stone, wood, metal
243.8 x 365.7 x 121.9 cm

Gilbert Moll, The Little Red Car 1993
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1982 Samuel Neill

Certificate of Study (Banff Centre for the Arts);
BFA, BEd, (NSCAD)
Substitute Teacher

They had accepted their situation and moved through their days
with a defensive complacency. Words like oxymoron crept into
their vocabulary and ·allowed them to believe that their collective
state of active apathy was a part of their very nature. Those
individuals who did not accept the democratic will of the masses
questioned the "nature" of the majority, but did so
subconsciously; their frustration and integral confusion were
manifest in tmpredictable ways.
Untitled (from the Ways Out series) 1993
acrylic on canvas
25.4 x 20.3 cm
Untitled (from the Ways Out series) 1993
acrylic on cruw�s
20.3 x 25.4 cm
Untitled (from the. Ways Out series) 1993
acrylic on cru1vas
25.4 x 20.3 cm

�

I

Untitled (from the Ways Out series) 1993
acrylic on cruwas
25.4 x 20.3 cm
Untitled (from the Ways Out series) 1993
acrylic on cruwas
20.3 x 25.4 cm

Samuel Neill, Untitled (from the Ways Out series) 1993
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1980 Rick Nixon
BFA (UWO)

Manager, Forest City Gallery, London

I build forms and shapes that depict or symbolize icons from our
recent and distant glyptic past. My work depends on the viewer's
ability to com1ect the eras cited and to draw parallels between our
past and present. Contemporary artistic endeavour cru1 be placed
on a binding vector that tracks a continuing history. My process
acknowledges cru
. 10nical authority but resists the didactic nature
of that authority. I run convinced that this strategy offers a
method for recovery following the delay ru1d sense of detaclunent
from the past in our present era.
Pediment: Against the Cardinal Authority1994
plaster, wood, paint
l78x46l x46 cm

1976 Kathy Shewan Pound
Further studies, UBC

I have always believed that when artists try to explain what they
have done, they prejudice the viewer too heavily in favour of the
artist. Once I make the decision to show my work to someone
else, it is free from me ru1d my concepts; it is free to take on new
life through someone else's eyes. The life it had for me was in
the making of it.
Beneath the Ice1993
mixed media
. cm
121.9 x91 4

Kathy Shewan Pound, Beneath the Ice 1993
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1986 Carol Redmond
BFA (NSCAD); MFA (Art Institute of Chicago)
Education Outreach Coordinator,
The Oriental Institute Museum, University of Chicago
Greetings from Blarney Castle (excerpts) 1992
video
10 mins.
Union (excerpts) 1991
video
4.27 mins.

1984 Stephen A. Ross·:
BFA (NSCAD); MFA (Art Institute of Chicago)
Therapeutic Activities instructor,
C.M. Hincks Treatment Centre, Toronto
The body of work from which these pieces originate represents
for me the sometimes vague division between art and science ai1d
how necessary one is to the other. The two pieces selected for
this exhibit are a compilation of techniques and materials that are
conducive in some way to the image they define.
Gastro Intestinal System 1992
oil on particle board
81.3 x 61 cm
Caution Corrosive 1992
oil, masonite, steel, white oak, walnut
38.1 x 76.2 cm

Carol Redmond, still from Union 1991
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1973 Brian Saby
Morning, Noon and Night began as a series of studies for large
paintings, but became a piece unto itself1 These paintings
evolved from a series of abstract windows (begun three years ago)
and, through the use of line and colour in a synthesized form,
have become urbanscapes.
Morning, Noon, Night 1993
acrylic on canvas
12 pieces each 30.5 x 40.6 cm

1983 Deborah Sempson
BFA(UWO)

Curious arrangements of twigs, plants, dead fish and other odd
items were driven up on shore, the wreckage of an all night
storm. To me these images are visual puzzles because they
suggest meaning yet they remain ambiguous and mysterious.
Second Skin 1993
acrylic on canvas
195.6x 152.4cm

Storm Glyphs 1993
acrylic on canvas
195.6x 152.4cm

Deborah Sempson, Storm Glyphs 1993
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1981 Gary Telfer

Mackie Crydennan Award 1980
BFA (NSCAD); Honours BA (University of Ottawa);
Post Diploma in Computer Graphics (Sheridan College);
MA in Computer Animation (William Paterson College)
Professor, William Paterson College, Wayne, N.J.

My work has evolved from experimental sculpture to 3D
modelling and animation. The move from real world materials to
computer simulations was a natural progr_ession, allowing me to
work out ideas simultaneously in both physical and virtual space.
Scenarios that traverse the past, present and future are represented
within more current contexts, sometimes taking on other worldly
dimensions.
Women of Avignon 1992
computer video
2 mins.

1974 lain Turner
This recent painting is an interpretation of 'nature' as seen from a
'bird's eye' view. This view is like a window. The window is in
itself a point of reference, both a barrier between w1derstood
reality and the unknown. The concept of bringing together
subterranean, extra-terrestrial and other usually separate realities
to a single point of co-existence was the basis for doing this work.
Night Flight 1993
acrylic
152.4 x 121.9 cm

Iain Turner, Night Flight 1993
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1972 Jan Turner

Occupational Therapy Technician

My approach to the representation ofwildlife begins with the use
ofan extremely fragile, yet durable medium, chalk pastel and
charcoal. I extrapolate that medium to the tenuous relationship
each species has with man.kind and their enviromnent. I hope to
portray their beauty and dignity in life and in death. Ifwe caimot
mai1age our planet to sustain ai1d replenish its ecosystem we have
little hope of maintaining life as we know it.
Paws 1992
pastel and charcoal pencil on paper
70 x 73 cm
Dolphin 1993
pastel ai1d charcoal pencil on paper
76 x 96 cm
Elephant 1993
pastel ai1d charcoal pencil on paper
62 x 81 cm

1983 PaulVandeborne
Mackie Crydermai1 Award 1981-2
BFA (Windsor) further studies,
Bai1ff Centre for the Arts

i have no sense ofideiltity, only time
i have no sense oftime, only experience
i have no sense of experience, only sensation
i have no sense ofsensation, only consciousness
i have no sense ofconsciousness, only perception
i have no sense ofperception, only reality
i have no sense ofreality, only identity.
Steel Wool Jacket 1990-94
mixed media installation
183.2 x 183.2 cm

Jan Turner, Paws 1992
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1989 Bill Wallace

BFA (NSCAD); MFA (Art Institute ofChicago)

My work deals with interactive enviromnents invoking an
individual's primal expressive potential with structures and media
potentially as constraining as liberating. The basic elements of
light and sound are used to examine the underlying principles of
human communication, ideally encouraging multiple levels of
interaction between the biological and the electro-mechanical.
Radio Hydrangea 1993
steel, electronics, recycled piano parts
213.4 x 43.2 cm
Bio-Conversion: The Landscape Within n.d.
cast alwninwn, monitor and electronics
121.9 x 91.4 cm

1989 Cassie Wender
I would like to think ofmy photos as shock value(d) art. I use my
work as a tool to promote women to empower themselves
sexually or otherwise and also educate the public oflife beyond
one's own window. My goal is to challenge people to define or
redefine their own definitions oferoticism and politics and to
embrace diversity in its rarest, purest fonn.
Closet Crucifix
Polaroid
12.7 x 17.8 cm
Cream
Polaroid
12.7 x 17.8 cm
Herizons
Polaroid
each 12.7 x 17.8 cm

Bill Wallace, Bio-Conversion: The Landscape Within 1993
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1983 Shawn Westlaken
BFA (NSCAD)
Teclmician, Emily Carr College of Art,
Vancouver

The w1ion of the solid and real with tlie more perplexing and
romantic aspects of paint, creates a paradoxical illusionism; the
images being both real in tenns of dimension and illusionistic in
the way that they are drawn and painted. This hyper-intense
physicality in the work does not interfere with its more subtle
emotional and painterly qualities. Rather, a more recognizable,
metaphysical association occurs with the viewer.

Hot Water 1993
oil on metal and wood
132.5 x 256 cm
A Box and a Book Shelf
oil on metal and wood
101 x 173.8 cm

1980 Jeff Willmore
In this painting the water is a metaphor for entrapment, a cool dip
on a hot day with a slow but steady current that carries the bather
out of sight. It's a dilemma that creative people have to deal
with; artistic endeavour is set aside due to the distractions of life.

A Very Dangerous Swim 1992
acrylic, oil, plaster on plywood
238.8 x 274.3 cm

Jeff Willmore, A Very Dangerous Swim 1992
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1972 Jennifer Winder
Beaches, sands, dm1es, trees, stones. Good weather, sm1, wind,
waves, rain. Memories. Fish abundant. Non-envirotunents.
Eco-systems, wetlands, prime lands, virgin woods. Your
interpretation - my interpretation. If these works are speaking to
you, I must be wiru1ing.
Above and Below (from the Fish Waters series) 1993
mixed media
82x 39cm
Lakeshore with White Fish (from the Fish Waters series) 1993
mixed media
62x 33cm

Coming Out (from the Fish Waters series) 1993
mixed media
62x 37 cm

1971 Graham Wright
Being concealed for ten years in a comfortable, successful
lifestyle had, I thought, rounded the edges off my passion for
"making art". It is with pleasure and torment I discover
emotions and events can still generate apd drive this m1settling
passion. I make art about artists. I always have. I am not an
artist.
Roadsign 1993
enamel on wood, steel, aluminum, rubber
121.9x 162.6x 15.2cm

Graham Wright, Roadsign 1993
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Lucas Samaras (centre) 1979
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Derek Bailey
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Bruce Barber
Dave Barr
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Gemot Dick
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Bob Downing
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Pat Fleisher
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Terry Frost
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Betty Goodwin
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David Gilhooly
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Michael Hannay
Noel Harding
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Werner Hertrich
Michael Horowitz
Tom Hudson
Terry Hughes
Katja Jacobs
Alfredo Jarr
Tony Jeffery
Allen Jones
Chris Creighton Kelly
Gary Kennedy
Gyorgy Kepes
Kipper Kids
Laura Kikauka
Dave .King
Kay Kritzwiser
Sharon Kivland
Harold Klunder
Wendy Knox-Leet
Ron Kostiniuk
Suzy Lake
Richard Lazell
Billy Lee
Frances Leeming
Les Levine
David Lewis
Micah Lexier
Gino Lorcini
Robin MacKenzie
Rita McKeough
Michael McKinnon
Tom McKinnon
Ross McLaren
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David Magee
Ron Martin
John Massey
Bruce Mau
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Graham Metsou
Roland Miller
Guido Molinari
Claude Mongrain
Kim Moodie.
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Ian Murray
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Simon Nicholson

Nancy Nicol
Paddy O'Brien
Robin Page
Gerard Pas
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Evan Parker
Bruce Parsons
Graham Peacock
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Jerry Pethick
John Pozer
Jack Pollock
Mark Prent
Richard Purdy
Al Razutis
Walter Redinger
Clive Robertson
Otto Rogers
Evelyn Roth
Lucas Samaras
Judith Schwarz
Tom Sherman
Rona Slade
Roy Slade
Rosemary Sloot
Gordon Smith
Stacey Spiegel
Kay Spiers
Isabella Stefanescu
Clive Stephens
Dave Stephens
Bernie Stone
Otis Tamasauskas
Gary Telfer
Willie Terr
Joanne Tod
Martha Townsend
William Tucker
Jan Turner
Michael Tyzack
Masakatsu Ueda
Tony Urquhart
Alice Verostko
Roman Verostko
Robert Wallace
Jacob Weder
Bert Weir
Hannah Wilke
Jeff Willmore
Colette Whiten
An Whitlock
Ross Woodman
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Bill Wright
Alex Wyse
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Joyce Zemans
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